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A Beginning 
The genesis of this thesis topic arose from my immersion of my 
Polish heritage and the folk culture that comes with it. I was 
raised in what remains of Toledo’s Polish Village, with a former 
Polka Queen for a mother and a Polish folk musician for a father. 
I resented my heritage for a lot of my youth, hiding it away as if it 
were an embarrassing and ridicule-worthy blemish (kids tend to be 
fairly critical of what they don’t understand). In time, however, I’ve 
learned to embrace where I come from and have found a lot of 
solace – and even enjoyment – in studying my culture.  
The entry point of my research came from the vibrant, rich 
patternwork that adorns Polish folk costuming. I have always been 
fascinated by the fact that so many different regions of tiny Poland 
could have such vast variations in folk fabric, color, and textile 
pattern. These regions take pride in their costume and patterned 
fabrics, and each textile has its own purpose and meaning. This 
concept extends beyond Poland’s borders and encompasses the 
majority of the civilized world. While the final product(s) of these 
patterned fabrics look extremely different from location to location, 
common threads (no pun intended) begin to appear when the 
cultures are compared to one another.
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Inspiration
My original moodboard, & the abstract for my initial research: 
“I want to explore the connections between cultural identity and 
pattern, use that exploration to generate a volume of pattern 
based work in multiple mediums, and interpret my findings into a 
final, large body of work. My hope is that these finished “things”, 
whatever they become, will allow the audience to consider their 
own cultural heritage and subsequently begin to think about the 
connections that their own cultural identity has to their peers’.”
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Research
I began my research at the broadest point – the history and 
movement of pattern and textile. As I learned about every 
continent’s usage and lineage of fabric work, one common 
theme kept popping up in texts: these techniques to make 
patterns and reasons for pattern usage were usually taken to 
different areas of the world through migration. The patterns 
might look a little different from country to country, but the 
general purpose and reasoning remained similar throughout. 
This connectivity was a huge part of the next steps of my 
research and overall synthesis. The project’s annotated 
bibliography is included in the back of this documentation.
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Ideation
By this point, my thesis research led to a more funneled focus: 
rather than exploring all facets of ethnic patternwork and doing 
something with the results, I felt that I should focus on what I 
knew personally; and what I know best is what I come from. I am 
a Polish girl and I come from the north side of Toledo. I love who 
I am, and I knew that I could use my passion for my heritage and 
neighborhood to fuel a year-long thesis. 
The perception of Toledo’s north end is generally negative, as is 
the perception of most outlying downtown areas in Toledo. Spikes 
in home prices and the loan shark epidemic of the 1970s forced 
low income families into these neighborhoods, and subsequently 
property values in these areas dropped. Today, these places are 
not taken care of by the city, and as such tend to see higher crime 
rates. All this considered, I felt that this thesis research could 
have the potential to aid in a more positive perception of my 
neighborhood. Creative outlets have been proven to drive traffic 
to less travelled areas, and public art is a benefit to both the artist 
and the viewer – free art for the viewer, easy display for the artist. 
I knew at this point I what I wanted to communicate – so the next 
step was figuring out how to communicate it.
Experimentation
I worked with digital and tactile experiments throughout a 12 
week period in an attempt to determine what media and output 
I would want the visuals to eventually be. I eventually settled on 
realizing that this public art piece needed to be a mural – the 
easiest, most accessible public art format. 
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Wheatpasting (kind of)
The Arts Commission
By this point in my research and process, I knew that I wanted to 
work with my neighborhood in some collaborative gathering that 
would ultimately be an expression of what it meant to live within 
and without that community. The hard part came next – how to go 
about doing any of this realistically.
Soon after, I was put in contact with the wonderful staff at The Arts 
Commission of Greater Toledo. They were looking for someone to 
be a “test case” in a project that might then be implemented in 
multiple parts of the city; their project idea focused on introducing 
creative projects in the outlying downtown neighborhoods that 
are often seen as seedy or unsafe. It was pure luck that their 
project model and my thesis topic matched so perfectly. 
They became a “sponsor” of sorts for the project, and assisted 
me in getting in touch with community leaders and artists so 
that I was not doing this alone – in fact, I was working with my 
community so that the end result was something that we could all 
be proud to show. 
The most exciting outcome of the collaboration with TAC was their 
ability to obtain the ultimate venue for the mural in question – the 
Ohio Theater, a gem in the heart of the north end neighborhood. 
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Process
Process
If anyone ever tells you that it’s easy to make a mural, they are 
either delusional or a liar. From start to finish, the creation of this 
mural was an uphill battle, but in the best way possible. I was 
challenged from others and myself to consider all facets of this 
project, how it would resonate with the community and how it 
would affect the surrounding environment. 
I knew that I wanted to work digitally. I love painting and tactile 
work; but I would have no proper time to devote to painting 
a mural of this scale in the short time span alloted. Using a 
computer allowed me a lot more time to create and ensure that 
the visuals were exactly what they should be. 
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ONE Village Council 
Meeting – 8/8/2017
Aly Krajewski
akrajew@bgsu.edu
567-249-7954
4. Layout
• Layers 
The history of the neighborhood is rich with diverse times 
and times of change. Peeling back these layers, we’re 
able to look to the past and see from which we came. The 
layering effect of the patterns (see fig.1) physically illustrate 
peeling back types of pattern, as if they had been pulled off 
to reveal what’s behind it. 
• Heavily influenced by Shepard Fairey (see fig. 2-3) 
• Opportunities for text/typography/quotes 
fig.1
fig.2 fig.3
WHO ARE YOU?
a disccussion about identity & community
research for an upcoming project by BGSU student (and North Toledo resident) Aly Krajewski
WHAT IS THIS?
WHAT’S IT FOR?
WHO’S MAKING IT?
WHY SHOULD I CARE?
HOW DO I LEARN MORE?
This is an expression wall that will be used to collect neighborhood 
responses to some questions revolving around you and the community you 
live in. The stickers on these windows are yours to write on – the old cliche 
“Let your voice be heard!” is 100% true here. While you’re writing, try to 
answer these questions:
 Who are you?
 What does “community” mean to you?
 Tell me a memory from your neighborhood.
 Answer: I feel at home when _____
 Answer: I feel like myself when _____
Include your social media handle/e-mail address if you have one! The artist 
would love to be able to give you credit for your answers if need be.
These stickers will be used as information that will inform a large mural to 
be painted across the front of the Ohio Theater on Lagrange St. The mural 
will be installed in early 2018, in addition to a one-night-only exhibition to 
be held inside the theater. The purpose of the show (and the mural) is to 
open up dialogues about what it means to be have an individual identity, 
and how that plays into a community’s identity.
This project is the senior BFA thesis of Aly Krajewski. She hails from Mettler 
St. in North Toledo, and she has a deep rooted curiosity towards and 
respect for the area she grew up in. This project is a chance for her to 
explore her feelings towards Toledo in a public setting, as well as talk to 
the neighborhood about their feelings, too.
Aly grew up in a very polish household, and her heritage is extremely 
important to her. She is interested in exploring how other people’s heritage 
(both cultural and otherwise) influence their identity.
Well, you don’t have to necessarily! Some people don’t think about their 
identity too much, and that’s perfectly normal. However, with today’s tense 
climate in America for a multitude of reasons, Aly feels that it’s important to 
make sure that we understand each other’s view points before we shut off 
and close out each other. Empathy and understanding are two of the most 
important critical thinking values. If we can talk to each other about the 
thoughts we have towards ourselves, our neighbors, and the community 
at large, we can start making progress towards attainable goals for the 
community. We all want to live in a place that we’re proud of, and we 
can work together to make that a reality – if we realize that we can do it 
collectively. 
You can email Aly at AKRAJEW@bgsu.edu, or call The Arts Commission of 
Greater Toledo at (419) 254-2787 to learn more about this project.
Community Input
With the help of the Arts Commission, I was able to set up several 
meetings with community centers, resident artists, and student 
groups to talk about the community and what they wanted to 
see in this mural. I am not the best at public speaking, so it was 
incredibly helpful to have the Commission there to facilitate 
discussion. These discussions were also helpful in keeping me 
in check as to why I was doing this project in the first place. The 
community’s input acted as an accountability tracker for me to 
ensure that my rationale for what I was doing made sense. 
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1. What is this?
• a senior thesis project to fulfill credit in order to graduate 
from Bowling Green State University 
• a tribute to the neighborhood in which I was born and raised 
• an opportunity to give back to an area that shaped who I am 
• a reason to collaborate 
• an expression of cultural identity 
• a celebration of the neighborhood’s heritage throughout  
its long history
• a yet to be determined number of mural art pieces along 
Lagrange St. 
• a smaller series of mosaic pieces scattered throughout the 
neighborhood 
• a final event in the spring of 2018 to celebrate the finished 
works and the artists who helped create them
Goals and Outcomes
2. Preliminary Sketches
• referencing patterns from various Polish folk costumes 
• vibrant, bold, striking, full of movement 
• easily replicated (large shapes, simple colors) 
Making A Mural
I had gathered all my research; I had talked to all resources; I had 
everything I needed to accomplish in a (long) checklist. Then the 
hard part came: actually making the thing. I built the mural from 
a shell that referenced the main street in the North end of Toledo: 
LaGrange St. This grid was then sectioned out into an abstract 
“quilt” of sorts, referencing the inital patternwork research that led 
me to this point. To build out the actual sections, I walked up and 
down the streets of my neighborhood for months, referencing 
architecture, nature, or people that I noticed in my travels. These 
visual cues became the motifs that I built out throughout the 
mural. While their meanings are intrinsic to my life, I feel that the 
visuals are abstract enough that they can be referenced by any 
viewer and interpreted to have meaning within their own lives. 
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Obstacles
Obstacles
While the overall exploration and creation of this thesis was by all 
accounts smooth sailing, there were definitely points of conflict 
or confusion (mostly self-inflicted). A project of this scale and 
scope required a lot of back end work, meeting with councils and 
students, working with resident artists, scheduling printer specs 
and a litany of other collaborative work. I was also working on this 
project while holding a job and taking classes for a full year. 
I tested my own stamina and sanity at times working through the 
night on files and paperwork. It was a labor of love through and 
through; but I am looking forward to not having as many dotted 
lines to sign and meetings to schedule for a little while. 
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How will the mural be attached to the wall? 
What special equipment will be necessary to complete the mural? (scaffolding, lifts, etc) 
How will the working process impact the public right of way? (sidewalks, street, etc) 
Will the mural be illuminated? If so, how? 
to the wood after they've been painted eliminates any messiness or che for building damage.
Aside from the Theater's existing light sources, no.
Painting does not have to take place on the sidewalk, which eliminates taking up walking space
whilst making the mural itself. Assembly of the mural should only take part of a day, with 
appropriate help and tools.
The mural will be digitally printed on a mesh with grommets for attachment to the 
face of the building. 
Aside from man power, no equipment should be necessary.
The whole mural should be able to be set up in one business day. Sidewalks 
might be impeded for that business day. 
Paperwork
It was a slow start to begin visuals on the mural for many technical 
reasons. One of the most time consuming (and stressful) parts 
of the project was dealing with approval to even have the mural 
exist on the Ohio Theater’s facade. The building is on the naitonal 
register of historic places; as such, I had to fill out form after form 
to ensure government approval, as well as local city paperwork 
for councils to approve. The silver lining to this process was fairly 
obvious – I learned a lot about what it takes to administratively get 
public art projects off the ground, and subsequently, I have much 
more gratitude and respect for those who do these projects solo.
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Mural Permit Application  
Any person, firm, corporation or association desiring to place on any property an inscription, 
figure, artwork or mark of any type shall first obtain permit from the Arts Commission of the 
City of Toledo. Applications for such permits shall include the following information: 
 
Applicant Contact Information 
 
Name ____________________________________________________________________ 
 
Address__________________________________________________________________ 
 
Phone Number_____________________________________________________________ 
 
Email Address_______________________________________________________________ 
 
 
Location Information 
 
Property or Business Name (if applicable)_________________________________________ 
 
Property or Business Address___________________________________________________ 
 
Photograph of wall or walls to be painted.  Ƒ!ATTACHED  
 
Comments 
 
 
Property/Business owner Contact Information 
 
Name_______________________________________________________________________ 
 
Address_____________________________________________________________________ 
 
Phone Number________________________________________________________________ 
 
Email Address_________________________________________________________________ 
 
 
Mural Artist/Group/Organization Contact Information 
 
Name________________________________________________________________________ 
 
Address______________________________________________________________________ 
 
Alyson Krajewski
128 Hausman St. Toledo, OH 43608
567-249-7954
akrajew@bgsu.edu
The Ohio Theatre and Event Center
3114 Lagrange St. Toledo, OH 43608
Alyson Krajewski
128 Hausman St. Toledo, OH 43608
United North
419-255-8406
ohiotheatretoledo@gmail.com
3106 Lagrange St, Toledo, OH 43608 Phone Number ________________________________________________________________ 
Email Address_________________________________________________________________ 
Design 
What will the mural look like? (Attach a design)   Ƒ!ATTACHED
Comments: 
What is the theme or title of the mural? 
Mural Details 
What are the proposed dimensions of the mural?  Length / Width / Square Footage 
What materials will be used to create the mural? 
567-249-7954
akrajew@bgsu.edu
The piece is currently untitled, but the focus of the mural centers around the concepts of identity,
both as an individual and collectively as a neighborhood. We are at a point in history where I 
believe that it is imperative to begin discussions about what it means to coexist in a space while
thinking about how we fit into the space as an individual. This concept of the mural is only 
enhanced by placing it on the iconic presence of the Ohio Theater in the North End. There aren't
many buildings in the area that have stood the test of time and served as a symbol for the
neighborhood; the opportunity to begin a larger dialogue about our places in the world (and more
specifically, the neighborhood) could not be put in a better place than on the building that visually
defines the area.
~46.6' x 6.7,', with gaps for windows and doors. The attached photos and mockups of the 
proposed mural do a better job of displaying the dimensions of the piece. Essentially, the piece
would encompass the whole front of the building. There is also potential to extend the piece over 
through the scaffolding in front of the building. 
See attached. These mockups are drafts that are subject to change based on community and 
council input.
The mural will be digitally printed on a mesh with grommets for attachment to the face of the 
building. 
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OHIO HISTORIC PRESERVATION OFFICE:  
RESOURCE PROTECTION AND REVIEW  
Section 106 Review - Project Summary Form  
For projects requiring a license from the Federal Communications Commission, please use 
FCC Forms 620 or 621.  DO NOT USE THIS FORM.  
 
  
SECTION 1:  GENERAL PROJECT INFORMATION  
All contact information provided must include the name, address and phone number of 
the person listed. Email addresses should also be included, if available.  Please refer 
to the Instructions or contact an OHPO reviewer (mailto:Section106@ohiohistory.org) if 
you need help completing this Form.  Unless otherwise requested, we will contact the 
person submitti g this Form with questions or comments about this project. 
 
A. Project Info: 
 
1.  This Form provides information about:  
New Project Submittal:   
  (YES)  NO  
 
Additional information relating to previously submitted project:  
  YES  (NO)  
 
OHPO/RPR Serial Number from previous submission: 
      
 
2.  Project Name (if applicable): The Ohio Theatre & Event Center Mural Project 
(currently untitled, the provided name is purely for record keeping) 
 
3.  Internal tracking or reference number used by Federal Agency, consultant, 
and/or applicant to identify this project (if applicable):  N/A 
      
 
 
Date:      
 
Name/Affiliation of person submitting form: Alyson Krajewski (in collaboration with The 
Arts Commission of Greater Toledo)      
 
Mailing Address: 128 Hausman St. Toledo, OH 43608       
 
Phone/Fax/Email: (567)-249-7954 / akrajewski@hartinc.com     
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B. Project Address or vicinity: 3114 Lagrange St, Toledo, OH 43608 
      
 
C. City/Township: Toledo 
      
 
D. County: Lucas 
      
 
E. Federal Agency and Agency Contact.  If you do not know the federal agency 
involved in your project, please contact the party asking you to apply for Section 
106 Review, not OHPO, for this information. HUD Entitlement Communities acting 
nder delegated environmental review authority should list their own contact 
information.  
      
 
F. Type of Federal Assistance.  List all known federal sources of federal funding, 
approvals, and permits to avoid repeated reviews. 
      
 
G. State Agency and Contact Person (if applicable): 
      
 
H. Type of State Assistance:  
      
 
I. Is this project being submitted at the direction of a state agency solely under Ohio 
Revised Code 149.53 or at the direction of a State Agency? Answering yes to this 
question means that you are sure that no federal funding, permits or approvals will 
be used for any p rt of your project, and that you are seeking comments only 
under ORC 149.53.   
  
  YES  (NO)  
 
J. Public Involvement- Describe how the public has been/will be informed about this 
project and its potential to affect historic properties. Please summarize how they 
will have an opportunity to provide comments about any effects to historic 
properties. (This step is required for all projects under 36 CFR § 800.2):  
      
 
K. Please list other consulting parties that you have contacted/will contact about this 
project, such as Indian Tribes, Certified Local Governments, local officials, property 
owners, or preservation groups. (See 36 CFR § 800.2 for more information about 
involving other consulting parties). Please summarize how they will have an 
opportunity to provide comments:  
      
 
SECTION 2:  PROJECT DESCRIPTION AND AREA OF POTENTIAL EFFECTS (APE)  
Provide a description of your project, its site, and geographical information. You will also 
describe your project’s Area of Potential Effects (APE).  Please refer to the Instructions or 
contact an OHPO reviewer if you need help with developing the APE or completing this form.  
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For challenging projects, provide as much information as possible in all sections, and then 
check the box in Section 5.A. to ask OHPO to offer preliminary comments or make 
recommendations about how to proceed with your project consultation.  This is recommended 
if your project involves effects to significant historic properties or if there may be challenging 
procedural issues related to your project.  Please note that providing information to complete 
all Sections will still be required and that asking OHPO for preliminary comments may tend to 
delay completion of the review process for some projects.  
 
A.  Does this project involve any Ground-Disturbing activity:   YES  (NO)  
(If Yes, you must complete all of Section 2.A. If No, proceed directly to Section 2. B.) 
 
1. General description of width, length and depth of proposed ground disturbing 
activity:   
      
 
2. Narrative description of previous land use and past ground disturbances, if known: 
      
 
3. Narrative description of current land use and conditions: 
      
 
4. Does the landowner know of any archaeological resources found on the property?    
  YES  NO   If yes, please describe:     
      
 
B. Submit the exact project site location on a USGS 7.5-minute topographic quadrangle map 
for all projects. Map sections, photocopies of map sections, and online versions of USGS 
maps are acceptable as long as the location is clearly marked.  Show the project's Area of 
Potential Effects (APE). It should be clearly distinguished from other features shown on the 
map: 
1. USGS Quad Map Name:  
      
2. Township/City/Village Name: Lucas county, Toledo, OH 
      
 
C. Provide a street-level map indicating the location of the project site; road names must be 
identified and legible. Your map must show the exact location of the boundaries for the 
project site. Show the project's Area of Potential Effects (APE). It should be clearly 
distinguished from other features shown on the map: 
 
D. Provide a verbal description of the APE, including a discussion of how the APE will include 
areas with the potential for direct and indirect effects from the project. Explain the steps 
taken to identify the project’s APE, and your justification for the specific boundaries 
chosen:  
      
E. Provide a detailed description of the project. This is a critical part of your submission. Your 
description should be prepared for a cold reader who may not be an expert in this type of 
project. The information provided must elp support your analysis of effects to historic 
properties, not other types of project impacts. Do not simply include copies of 
environmental documents or other types of specialized project reports. If there are multiple 
project alternatives, you should include information about all alternatives that are still under 
active consideration:  
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SECTION 3:   IDENTIFICATION OF HISTORIC PROPERTIES  
Describe whether there are historic properties located within your project APE. To make that 
determination, use information generated from your own Background Research and Field 
Survey.  Then choose one of the following options to report your findings. Please refer to the 
Instructions and/or contact an OHPO reviewer if you are unsure about how to identify historic 
properties for your project.   
   
If you read the Instructions and you're still confused as to which reporting option best fits your 
project, or you are not sure if your project needs a survey, you may choose to skip this 
section, but provide as much supporting documentation as possible in all other Sections, then 
check the box in Section 5.A. to request preliminary comments from OHPO. After reviewing 
the information provided, OHPO will then offer comments as to which reporting option is best 
suited to document historic properties for your project.  Please note that providing information 
to complete this Section will still be required and that asking OHPO for preliminary comments 
may tend to delay completion of the review process for some projects.  
 
Recording the Results of Background Research and Field Survey: 
 
A. Summary of discussions and/or consult tion with OHPO about this project that 
demonstrates how the Agency Official and OHPO have agreed that no Field Survey was 
necessary for this project (typically due to extreme ground disturbance or other special 
circumstances).  Please attach copies of emails/correspondence that document this 
agreement. You must explain how the project’s potential to affect both archaeological and 
historic resources were considered.  
 
B. A table that includes the minimum information listed in the OHPO Section 106 
Documentation Table (which is generally equivalent to the information found on an 
inventory form).  This information must be printed and mailed with the Project Summary 
Form.  To provide sufficient information to complete this Section, you must also include 
summary observations from your field survey, background research and eligibility 
determinations for each property that was evaluated in the project APE.  
 
C. OHI (Ohio Historic Inventory) or OAI (Ohio Archaeological Inventory) forms- New or 
updated inventory forms may be prepared using the OHI pdf form with data population 
capabilities, the Internet IForm, or typed on archival quality inventory forms.  To provide 
sufficient information to complete this Section, you must include summary observations 
from your field survey and background research. You must also include eligibility 
determinations for each property that was evaluated in the project APE 
 
 
D. A historic or archaeological survey report prepared by a qualified consultant that meets 
professional standards. The survey report should meet the Secretary of the Interior's 
Standards and Guidelines for Identification and OHPO Archaeological Guidelines. You 
may also include new inventory forms with your survey, or update previous inventory 
forms. T  c mpl te this section, your survey report must include summary observations 
from your field survey, background research and eligibility determinations for each 
property that was evaluated within the APE.  
 
E. Project Findings.  Based on the conclusions you reached in completing Section 3, please 
choose one finding for your project. There are (mark one):  
 Historic Properties Present in the APE:  
 No Historic Properties Present in the APE:  
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SECTION 4:  SUPPORTING DOCUMENTATION  
This information must be provided for all projects.   
 
A. Photographs must be keyed to a street-level map, and should be included as 
attachments to this application.  Please label all forms, tables and CDs with the 
date of your submission and project name, as identified in Section 1.  You must 
present enough documentation to clearly show existing conditions at your project 
site and convey details about the buildings, structures or sites that are described in 
your submission.  Faxed or photocopied photographs are not acceptable. See 
Instructions for more info about photo submissions or 36 CFR § 800.11 for federal 
documentation standards. 
1. Provide photos of the entire project site and take photos to/from historic 
properties from/towards your project site to support your determination of 
effect in Section 5. 
2. Provide current photos of all buildings/structures/sites described. 
B. Project plan, specifications, site drawings and any other media presentation that 
conveys detailed information about your project and its potential to affect historic 
properties.  
C. Copies or summaries of any comments provided by consulting parties or the 
public.  
 
SECTION 5:  DETERMINATION OF EFFECT  
A. Request Preliminary Comments.  For challenging projects, provide as much 
information as possible in previous sections and ask OHPO to offer preliminary 
comments or make recommendations about how to proceed with your project 
consultation.  This is recommended if your project involves effects to significant 
historic properties, if the public has concerns about your project’s potential to affect 
historic properties, or if there may be challenging procedural issues related to your 
project. Please be aware that providing information in all Sections will still be 
required and that asking OHPO for preliminary comments may tend to delay 
completion of the review process for some projects. 
 
1.   We request preliminary comments from OHPO about this project:  
  YES  NO  
 
2. Please specify as clearly as possible the particular issues that you would 
like OHPO to examine for your project (for example- help with developing 
an APE, addressing the concerns of consulting parties, survey 
methodology, etc.): 
      
 
B. Determination of Effect.  If you believe that you have gathered enough 
information to conclude the Section 106 process, you may be ready to make a 
determination of effect and ask OHPO for concurrence, while considering public 
comments. Please select and mark one of the following determinations, then 
explain the basis for your decision on an attached sheet of paper:  
  
 No historic properties will be affected based on 36 CFR § 800.4(d) (1). 
Please explain how you made this determination:  
      
 
 No Adverse Effect [36 CFR § 800.5(b)] on historic properties. This finding 
cannot be used if there are no historic properties present in your project 
Self-Doubt
Throughout this process, from research to output, I have 
constantly questioned myself and my relationship to this mural. I 
am already a person who tends to second guess my decisions; but 
the added pressure of this being a public piece that will attract 
attention and possibly garner criticism has emotionally crippled 
me at times. Do I have a right to “speak for” a community as 
a person who has been mostly privileged in her life? Does my 
opinion of this community matter? Yes, I had help from locals and 
I spoke to various organizations to ensure that this wasn’t just 
about me and my life; but I still had to sign off on the final piece 
that was totally visually crafted by me.
A lot of this was obvious overthinking. Someone will always have 
a comment about your work; I should know that by now. And I do. 
But part of me is actually a little thankful I was so critical on my 
thinking and theory at times. I forced myself to consider all of my 
actions and choose the best outcomes for all involved. I can only 
hope that my efforts will be seen as good natured, because they 
were certainly born from a place of love, reverence, and respect. 
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Output
Output
Nine months of research, experimentation, discussion, input, 
fact finding, creation, re-creation, and personal exploration 
culminated in the final visual pieces of this thesis. 
I had initially wanted to leave the pieces untitled. I was never 
one for giving art pieces titles – I never thought I could distill the 
essence of a project into a few words. However, several outside 
factors influced me to really consider what I wanted this project 
to be named. 
This whole process was a journey for me. I never expected to 
take on something this large or this public while in school. I have 
always been a critical thinker, analyzing what is within me and 
what is around me. As such, I wanted the title of this piece to 
reflect the questions I ask myself, and the questions I ask others 
about their place in their worlds.
I converted the English phrase, “Where are you going, where 
have you been?” into Polish as a nod to the neighborhood Polish 
Village where the mural will live. Gdzie Idziesz, Gdzie Byles? was 
the final set title.
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Final Mural
The visuals were finished and approved in March of 2018. A 
10 color palette was carried throughout the 50 foot mural, 
completely from vector drawings. Motifs from buildings along 
LaGrange St. can be seen all the way through.  
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Building Mockup
As of the publicaiton of this documentation, the mural is in 
production to be printed in the next few weeks. The piece will 
be printed on a flexible substrate in panels and attached to the 
face of the building. Below is a quick mockup to show its eventual 
placement. Feel free to stop by the theater and check out the 
mural in late May!
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BFA Installation
I was fortunate enough to receive a spot in the 2018 BGSU 
BFA exhibition in March. It was a fun challenge trying to 
recontextualize this project to fit into a gallery setting, as I could 
not display the full 50 foot mural. I chose to illustrate the map 
of North Toledo that the mural is gridded from so that viewers 
understood how this was ideated. 
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Takeaway Piece
The mural (obviously) can’t move; but, I wanted the viewer to have 
the option of interacting with a part of the mural after they had 
left the neighborhood. I created takeaway maps of LaGrange St. 
that referenced poignant places that affected my upbringing. I 
also challenged the viewers to walk the street and ask themselves 
what they see or what moves them; this way, their walk became 
much more experiential versus just learning about my life. 
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Final Thoughts
I am forever grateful for the opportunity to work on a project of this 
scale and magnitude. I learned a lot, I changed and I grew in the year 
that this project took to finish. I still don’t have concrete answers to my 
questions of heritage and identity; but that’s okay, I think. I could keep 
exploring these topics for the rest of my life if I wanted to. Who we are 
and what we can do with that information are pretty large questions, 
in terms of scope. I am happy to have the ability to look inward and 
ask these questions, as well as recognize that my community can also 
benefit from exploring these questions. 
There are so many people that helped this project come from just a 
rambling idea into the final piece that I want to thank. They are all 
wonderful people as well as thoughtful, inspiring mentors.
 BGSUGD Faculty and Staff
 Jenn Stucker
 Heath Diehl
 Lindsay Akens, Ryan Bunch, and the Arts Commission staff
 Student responders to the Toledo Survey
 TAC Resident Artists
 AIGA Toledo
 Senior Squad - Emily, Tyler, Justin, Kendel, Alex, Ryan, Tricia
 Baxter, Kaitlyn, Lily, Kim & Jacob
I can only hope that this project will help another young creative to 
express their own cultural heritage and identity questions with their 
communities. The better that we can all understand each other, the 
easier making progress moving forward becomes. 
Dziekuje bardzo!
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